The tension between tradition and modernity occupies a fundamental position in the
the main axis around which modern Greek history has developed. 3 The issue of national identity in general has been extensively examined and analysed with reference to various domains of cultural production, such as literature, music, theatre, fi ne arts and architecture. 4 It is of course a very wide and vastly complicated issue, with ramifi cations in practically every aspect of Greek culture. In this paper, Greekness will be addressed specifi cally with regard to industrial design. Through textual and visual evidence, my analysis will explore the role and implications of national identity concerns in relation to design for mass production. I will attempt to follow the recurrence of the national identity theme in product design, trace its sources and point to some of its consequences.
The fi rst signs of national identity concerns in connection with design had already appeared in the middle of the nineteenth century, when the young state was struggling fi rst of all to exist, and then to assert Since the formation of the independent Greek state in the 1830s, the institution of the state, together with other institutions imported from the West, had to operate in Greece within a certain system of collective representations and worldviews. This system, resulting from the country's historical trajectory, was totally different from those in the countries of the European West. As in other peripheral countries, imported institutions constitute in Greece the object of an almost anxious treatment. They become idealized, perfect exemplars which have to be imitated and approached, an attitude which leads to strong cultural and ideological dependence from the original models, in this case from the West. 1 The feelings of insecurity regarding institutional underdevelopment may take many different guises. In Greece, these feelings have been primarily expressed by a long-standing, insistent, and often desperate quest for national identity. 2 It has been argued that this crisis of identity constitutes the central issue of the neohellenic society and itself among the advanced countries of the European West. The issue of national identity had been a formative factor for Greek design with respect to the offi cial Greek participation in the Great Exhibition of 1851, just two decades after the creation of the independent state. 5 It is perhaps signifi cant that the word ' Greekness ' ( ' E l l h n i k ó t h V : Hellenicotis ' ) was introduced for the fi rst time in 1851 and gradually became more widespread, although its exact meaning remained nebulous and open to various interpretations. 6 It might perhaps be described as an intangible essence expressing the spirit of the Greek people. Nineteenth-century historians, especially Paparrigopoulos, were decisive in formulating the concept of the continuity of Greek civilization and its development through three distinct but interconnected periods: Antiquity, Byzantium and Modern Times. The rise of national historiography in the middle of that century ensured that these periods would be conceived and described as a coherent whole, whose youngest representatives were the modern Greeks themselves. 7 This conception of Greekness was subsequently institutionalized and reproduced through various mechanisms, public education in particular, and was deeply internalized by Greek citizens. 8 Of course the Greek state had a signifi cant advantage in its attempt to shape a national identity: the availability of what Gellner terms ' an old high culture ' , the culture of ancient Greece. This old high culture had been an invaluable asset for the formation of the Greek state in the fi rst place, and it was also crucial for attaining an early political sense of ethnicity. 9 It may be argued, however, that the overemphasis on ancient glories and cultural achievements of the distant past acted as a stumbling block to the development of modern Greek culture. Already by the end of the nineteenth century, the French writer Théophile Gautier, having travelled extensively in Greece, observed: ' In these classical lands, the past is so alive that it leaves hardly any space for the present to survive ' . 10 Emerging capitalism, industrial development and the role of crafts
The second half of the nineteenth century and the fi rst decades of the twentieth witnessed the emergence of capitalism and the gradual disintegration of traditional modes of life. During the interwar years (1922 -40) in particular, the capitalist methods of production were consolidated in Greek society, though industrialization acquired a different form to that of western European societies and remained controversial. The relative industrial developments of the interwar period resulted in certain design activities, which were, however, limited in scope, and resistance towards industrial development was evident. 11 In the arts, the insecurity resulting from the political and economic problems led to the development and exploitation of national identity ideals and the establishment of a ' back to the roots ' movement. 12 This movement encompassed a wide range of beliefs regarding what this return to the roots might entail. In the decorative arts, where the artist and theoretician Angeliki Hadjimihali was one of the main proponents, it consisted of the study of folk arts and decorative patterns and their application to modern uses [ 1 ] . 13 The concept of Greekness became the focus of a whole generation of writers, literary critics, artists and various intellectuals often referred to as ' the Generation of the Thirties ' . 14 The literature of the 1930s in particular constructed national identity as an escape from an unsatisfactory and agonizing reality, as a recourse to ' a mythical state of a pure and immaculate Greekness ' . 15 The decorative arts became idealized and they were treated as genuine expressions of the soul of the maker, while the products of industry were considered to be inferior. 16 The schism between tradition and modernity was very intense in the artistic and intellectual circles, so that even a modernist painter declared: ' The only genuine tradition that still exists is folk art, either in the form of folk music, or in the form of post-Byzantine iconography, folk residence, tapestry, embroidery, earthenware, domestic ware, colour disposition, geometric pattern, decorative variety ' . 17 Original texts such as the aforementioned one reveal that the intellectual and artistic quests of that period could not be further removed from the realities of industrial production and, in this sense, they curtailed rather than advanced the development of indigenous design. 18 In many cases, the quest for Greekness was institutionalized and framed under an introvert, if not reactionary, national discourse. The Society for the Protection of Greek Products was founded in 1931 and, in 1934, its fi rst president gave a lecture in which he urged Greek consumers, producers and merchants to ban all foreign products from their activities. According to him, the preference for Greek products was an act of national pride, as well as of national and social solidarity, and was necessary for the survival of the country in the fi erce battle for dominance among different nations. 19 The Society for the Protection of Greek Products was mobilized for the imposition on art and handicrafts of a ' Neohellenic rhythm ' , namely a specifi c style expressing a certain conception of Greekness. Similarly, the Papastratos brothers, powerful tobacco industrialists, supported fi ne artists in the direction of the ' Hellenic rhythm ' and fi nanced the establishment of a vocational school for the training of decorators. This was apparently a controversial initiative since, during the same period, European countries were exploring the new social, technological and aesthetic conditions of modernity by systematically practising industrial design. The key to such regressive aesthetic quests in Greek society may be found in the more general search into the past for forms of social organization that would lead Greece out of the world crisis. 20 Although the Greek state was directing its efforts towards its consolidation as a modern capitalist institution, the treatment of design remained linked to an idealized pre-capitalist mode. We identify here an ambivalence between the general orientation of Greek society and the more specifi c discourse of the art and design domain. The contradictory relationship between nationalist ideology and design strategy is best described in the words of Ernest Gellner himself: ' Generally speaking, nationalist ideology suffers from pervasive false consciousness. Its myths invert reality: it claims to defend folk culture while in fact it is forging a high culture; it claims to protect an old folk society while in fact helping to build up an anonymous mass society. ' 21 This contradiction haunted Greek industrial development and generated an unproductive division between industry and the arts and crafts domain. In aesthetic terms, the national ideology of Greekness was expressed in design through an oversimplifi ed and naive stylization of ancient or folk patterns [ 2 ] . The following formulation by Gellner is again particularly apposite: ' [ … ] a modern, on-wheels high culture celebrates itself in song and dance, which it borrows (stylizing it in the process) from a folk culture which it fondly believes itself to be perpetuating, defending and reaffi rming ' . 22 Archival evidence supports the aforementioned observations by showing that, despite the establishment of several industries for the production of consumer goods in the interwar years, many issues were problematic and unresolved for these young fi rms, including the question of product design. Its nature and role were fuzzy; design input for mass production was not considered on its own terms, but rather as an artistic endeavour that happened to take place within an industrial environment. Craft and industrial production did not operate within a coordinated national strategy, and the roles of artists were unclear. Many of them were employed by industries where they applied handmade decorations on industrially produced forms rather than create designs for industrial production. This was, for example, the case of artists at the ceramics company ' Keramikos ' , where ' distinguished artists/painters work[ed] with a sense of honour for the creation of an indigenous type of decorated and illustrated pottery ' [ 3 ] . The Board of Directors of this fi rm further believed that the activities of a pottery factory, because of the artistic nature of its work, contributed to the aesthetic development of the people and the shaping of a ' National art ' . 23 A few years later, a National Bank of Greece report referred to Keramikos as ' the most important company producing faience ware in Greece ' . According to this report, the ' decorative work of the products is carried out in the artistic department of the factory, following ancient Greek, Byzantine and folk Greek styles ' . 24 As numerous examples show, the stylistic references were not limited to the craft tradition, but extended to a variety of design patterns from different phases of antiquity. This led to a curious mixture of formal infl uences, which may be described as eclectic at its best to chaotic at its worst. This diachronic stylistic mix was compatible with the ideological construction of the continuity of Hellenism through the millennia and fi nally came to be understood by the locals as absolutely natural. The range of styles available for use in design was often complemented by purely modernist solutions, without any historicist references whatsoever [ 4 ].
The ' Kioutacheia ' potteries provide another relevant example. The activities of this fi rm were established on the tradition and expertise of the art brought from Kioutacheia, Asia Minor, by Greek refugees. The Board of Kioutacheia potteries claimed that their productive efforts were directed towards ' saving this very Greek art and enabling it to continue its tradition in contemporary Greek life ' . Kioutacheia products had been presented in international exhibitions and received various awards, they were thus considered to be proofs of Greek performance and creativity. 25 A National Bank of Greece report of 1929 on the activities of this company referred to ' the colossal importance that the applied FOLK ARTS have for every country from a National and from a wealthproducing point of view ' . 26 The same report emphasized that, especially in the last years, there had been a very intensive mobilization in the biggest European states regarding the development of ' applied Folk Arts ' . This mobilization had been primarily expressed by the establishment of more and more schools of arts and crafts, in which the major role was held by decorative arts initially based on the folk motifs of each country. The writer of the report stressed that in Greece there was a great wealth of motifs from ancient, Byzantine, and contemporary folk art, which could be used to create a ' synchronized Folk art ' of very high commercial value and increased market competitiveness. 27 In the last paragraph of his report, the author made a rather sentimental call to all ' patriotic men ' , and especially to ' rich patriots ' who were particularly interested in ' our Folk art ' , to support industry in its fi rst steps for the sake of ' our National Economy ' . 28 Similarly, in various documents originating from business archives, industrial production was treated as a source of national pride as well as a ground for competition among different countries. Comparison with other countries was often unfavourable for Greek products, which were characterized by low price, but also poor quality and low competitiveness. 29 A newspaper article on an enamel factory on the Greek island of Kea noted with disappointment that the country was lagging behind other European states, which were treating industrial development as a priority of their economic strategies. Balkan states had also realized the importance of the industrial factor and had accordingly reoriented their efforts. The article placed special emphasis on the achievements of Turkey in the industrial sector, which caused surprise as well as admiration, and constituted ' at least shame ' for Greece. 30 Nonetheless, the realization of the country's industrial underdevelopment was not going to lead to any substantial progress in this domain. The general orientation of the country was anti-industrial and many considered that Greece's fundamentally agrarian and maritime economy was incompatible with industrial development. 31 Most industries of the interwar period were trapped in this ambivalent state between declining pre-capitalist world and fl edgling modernity, a polarization which was refl ected in design and obstructed its development. 32 In many respects, the pre-war situation continued after the Second World War, despite the fact that the country -and the world -had changed dramatically. The 1950s and early 1960s was for Greece a time of reconstruction, following the terrible decade of the Second World War, foreign occupation and civil war, which infl icted deep and lasting material and psychological wounds. The destiny of Greece was now tied with the Western capitalist bloc and the reconstruction, fi nanced by foreign capital, was realized at a quick pace. The urban centres, especially Athens, experienced intensive industrial growth, the highest in Europe at the time. Foreign investment supported the development of capital-intensive industries so that in the early 1960s exports of manufactured goods exceeded agricultural exports for the fi rst time in Greek history. 33 The national pride generated by local achievements was exploited in advertising and promotional material, which often employed stereotypical symbols of Greekness [ 5 ] . 34 Also, in 1961 Greece signed a treaty by which it secured associate status in the European Economic Community beginning in November 1962 and the promise of full membership in 1984. 35 The post-war world was clearly a very different one and this was refl ected in substantial changes in lifestyles and consumption patterns. Naturally, Greek industry was also under pressure to adapt to the new circumstances. 36 Given this context, it is surprising that many views held about design before the war still remained powerful in the 1950s and 1960s. Despite the fundamental social and economic rupture experienced in the post-war world, certain ideologies related to art and craft production had managed to survive. The process of modernization was apparently a source of considerable tension in a country where tradition still represented a substantial force. Some of the pre-war potteries continued their activities after the war, albeit in a manner that was often severely criticized. According to one critic, the post-war practice was modelled on pre-war aesthetic goals and realizations, and therefore gave no hope whatsoever for the fl ourishing of ceramic art in the country. The production of goods was primarily based on copying archaic, and other ancient, vessels as well as using modern decorative motifs [ 6 ] . Many of these motifs were simplistic representations of rural life, intended for consumers in the tourist market. This process was conducted on an industrial scale, by unskilled workers, and was guided exclusively by the pursuit of profi t. The critic proposed as the only appropriate alternative the development of ceramic art by artists producing high quality oneoffs. 37 A ceramic artist held a similar view, backed by a passionate and idealistic analysis of the past: ' It is very natural that a nation, like ours, which has been resurrected after centuries of slavery and burdened by an ancestral heritage of the highest civilization, to undergo in its fi rst renaissance steps the stage of " ancestor-worship " . And [it is very natural], as the latter turns out to be sterile, to open up its mind and heart, as a reaction -almost out of control, to foreign influences of culturally advanced contemporary nations. And after that, the critical and just time will come to search for its real " self, " redeemed from sterile " ancestor-worship " and nightmarish foreign infl uences. And wanting to " conceive " its real self, and " express " it, and vindicate it. ' 38 This is how an artist conceived of the situation in the late 1950s and declared the ' individual-artist ' , a ' little hero ' , as the agent of art who bore the ' spiritual national debt ' for a ' truly neohellenic art ' . This high mission was contrasted to the ' hideous craft or industrial pseudoimitation of our ancient ceramics, with the mass production of ghastly glazed " lecythus " and " cylix " vessels and such, which is just a matter for the tourist police ' . 39 In both the aforementioned viewpoints, there is no reference to the possibility that ceramic artists might create quality designs aimed specifi cally at industrial production. Instead, there was a clear polarization between ' high art ' and the perceived vulgarity of mass-produced objects. The critical discourse is pompous in tone and highly ideological in content. It also appears detached from the everyday experience and indifferent to the practical needs of the consuming public.
In the same period, the famous 1958 lectures by the art critic Panayotis Michelis and their subsequent publication in the avant-garde journal Zygos generated some interest for design. Michelis emphasized the ways design was managed on a national level, especially by Britain, Italy and France. He advocated the existence of ' a special aesthetics, industrial aesthetics ' , which he nonetheless considered to be inferior and to require the creative infl uence of ' high art ' . 40 A different view, and perhaps the most enlightened one on the issue of design aesthetics in that period, was expressed by the artist Alekos Kontopoulos. Kontopoulos claimed that the decorative form of folk art could not possibly offer solutions to the demands of the present and questioned the validity of the concept of ' Greekness ' in the arts. 41 Progressive voices such as those of Kontopoulos did not have much chance, however, as the expression of ' Greekness ' and ' high art ' dominated the art and design discourse. Another regressive position with nationalist overtones was put forward in 1963 by the art critic Angelos Prokopiou, who expressed the view that national tradition should be protected and supported in handicraft such as textiles and ceramics, whereas industrial products such as refrigerators and typewriters could not possibly express the national spirit and should be treated as something completely different. Prokopiou perpetuates existing polarities by assigning the ' tone of the Nation ' to handicraft and the ' tone of the Universe ' to industry. 42 His views are indicative of the intellectual and practical diffi culties in reconciling tradition and modernity. 43 All the above views suggest the existence of an active dialogue on design issues, incorporating a range of beliefs on the issue of national identity in design. The discussion nonetheless remained inconclusive and perhaps further contributed to a widespread confusion about the nature and role of design. Several examples reveal that this confusion often led to uninspired solutions or outright formalism [ 7 ] .
The rhetoric of Greekness: a most enduring phenomenon
As more examples from subsequent decades illustrate, the employment of quasi-Greek visual elements and the morphological adaptation of conventional designs have been very common. Greek designers seem to lack the confi dence to create new forms and develop novel products for contemporary needs without resorting to aesthetic clichés and without expressing idealistic, Greekness-based justifi cations for their designs. In the late eighties and early nineties, the furniture company Neo Katoikein created a range of products entitled Aigaion (Aegean) [ 8 ] . The following text is an example of the advertising copy used in the promotion of this industrially produced range:
The Aegean, in the crossroads of three continents, a Greek sea for four thousand years, receives messages, assimilates infl uences creatively and, against all novelties and fashions, establishes and defends its civilization. Craftsmen, throughout its history, have been using the humble materials of their land, they turn objects of daily use into works of artistic value, they invest on these labours of love their good humour and their imagination, keeping thus alive the ' Aegean conscience ' and the ' Aegean Sea aesthetics ' . From all the edges of the Aegean, we have chosen the last specimens of its furniture, we have adapted them to contemporary needs, making sure to preserve intact their formal particularity. We have also gathered the objects that are still being manufactured there, with the same techniques and the same faith, and thus we present today the most complete collection of traditional furniture and objects which remind us of the most precious thing Greece has: its sea, its Aegean. 44 This is a typical example of rhetoric loaded with populist and nationalistic overtones, a rhetoric by which the average citizen of the country is bombarded in advertising, journalism, popular culture and other aspects of daily life, including design. Such cases are expressions of essentialism, in other words of belief in the existence of a Greek ' essence ' which exists from time immemorial. They are also manifestations of what Billig terms ' banal nationalism ' , through which the nation is taken for granted and continuously ' reminded ' to citizens as something natural and unquestionable. 45 In this way, nations are ' naturalized ' , absorbed into a common-sense view about the way the world is , and invested with moral values and a ' treasured uniqueness ' , which elevate the national over other social groupings. 46 The choice of the Aegean Sea is particularly signifi cant; the Aegean is treated as a condensed expression of the nation, loaded with symbolic values and standing for national virtues. 47 Another eloquent example is provided by a recent research programme on traditional Greek furniture, conducted under the auspices of the Institute of Neohellenic Research of the National Research Foundation. The project constituted in the study of nineteenth-century furniture from Hermoupolis, capital of the island of Syros, an important industrial and transit trade centre of the Mediterranean during that century. Such furniture included imported or imitation European furniture of a cosmopolitan bourgeoisie, as well as plain, folk furniture of the poor. Following the initial research, original nineteenthcentury furniture were used as starting points and sources of inspiration in order to create a new range for modern needs [ 9 ] . Although this venture was based on original and important research, the validity and purpose of redesigning the old objects is questionable, especially as the redesign project is underpinned by a rather problematic discussion of infl uences and cultural identity. In the published catalogue, the designer introduced her work by positioning it in a national identity rhetoric rich in commonplace stereotypes and sweeping generalizations: ' The sea is the connecting link of Hellenism as well as the point of contact between Greek and foreign cultural elements and traditions. In the islands of the Aegean, the uniform artistic tradition is a result of the cultural heritage of the Byzantium, of the environment which is in a scale accessible to humans, of the architectural monuments of the ancient and medieval worlds, and of course of the Greek light. ' 48 Identity is presented as a fi xed entity, as an essence, not as a process of becoming. 49 Such a line of thinking is not uncommon at all; it is equally followed in an advertisement for a contemporary, industrially produced armchair incorporating as a decorative element a small head of Aphrodite, which is a simplifi ed version of a fourth-century B.C. fi gurine [ 10 ] . Again, the description of the product is based on a vague notion of eternal Greekness, which implies attachment to a rather static conception of history and tradition. 50 Furthermore, reference to craft and industrial production is rather ambiguous and perhaps problematic, craft being presented as a process by which unique pieces of great value are created. 51 The persistence of the ideology of Greekness and the controversial infl uence it has had on contemporary design may be illustrated by another publication of the mid-1990s, which included various products designed by Greek designers ( ' from toothbrushes to tanks ' ). 52 This publication is accompanied by an extensive introductory text where the progression of design is outlined ' from Ancient Greece, to Byzantium, to folk culture, up to contemporary industry ' . Despite such grand ideological constructions to support indigenous design, the latter failed to take off in the local and international markets alike during the 1980s and 1990s. 53 The Athens Olympic Games of 2004 were seen by many as a crucial turning point and fuelled excessive hopes for the revival of the Greek economy. The example of the 1992 Olympic Games in Barcelona had shown that this institution could be an ideal opportunity to animate and revitalize local design practice and discourse. The occasion of the 2004 Games in Athens, however, failed to achieve that and in fact may be considered a sadly wasted chance, as it did not generate the much needed development of design practice and awareness in the country. On the contrary, the issue of design remained marginal throughout the preparation of the Games, and the design output for the needs of the Games was practically negligible. It is indicative that the main design issue discussed and publicized throughout the preparation period was the design of a specifi c object, the Olympic torch, designed by Andreas Varotsos. This issue was framed by argument that was restricted to a formalist pursuit of Greekness. Before the torch was presented to the public, it had been described as ' infl uenced by a Romanian sculptor of the early twentieth century ' (implying Brancusi). 54 Perhaps anticipating reactions in this direction, the designer emphasized during the presentations of the torch to the public and the following press conferences that the design was based on the shape of an olive-tree leaf; it was therefore ' clearly expressing Greekness ' . Despite the emphatic references to the Greekness of the torch during its promotion, an Athenian daily newspaper nonetheless accused the designer of designing ' a frugal and modern form ' , which ' doesn ' t have any connotations of " Greekness " or the aesthetics of our very rich national tradition, as it very well couldand should … '. 55 The last quote suggests that public opinion has internalized an aesthetics of easily recognizable ' national ' symbols and expects them to be reproduced by contemporary design. This is another example of ' banal nationalism ' , implying notions of nationhood that are deeply embedded in contemporary thinking, an ideology which is so familiar that it is hardly noticeable, it is taken for granted. 56 From the aforementioned recent examples, it becomes obvious how deeply and how seriously the Greek design discourse remains trapped in a stalemate pursuit of an elusive and perhaps non-existent Greekness. 57 Examples from the post-war decades clearly illustrate the fi xation of local designers on a superfi cial, often megalomaniac and usually kitsch expression of Greekness [ 11 ] . The resistance and persistence of ideological constructions regarding what constitutes Greekness in design and what are the appropriate forms to express such an ideal are indeed astonishing. 58 What is particularly signifi cant is that national identity is commonly presented as ' weighted towards " heritage " and the " common past " rather than to the " common future, " or [ … ] even [ … ] the " common present " ' . 59 As Calotychos observes, Greeks have a propensity for wielding a symbolic narrative over more pragmatic strategies. In fact, ' this tendency to prioritize abstract narratives, of which the classicizing variety is a privileged mainstay, over more immanent 60 The actual use and functionality of products receive minor attention; what prevails is an attribute that we might term ' symbolic functionality ' . 61 Many design examples appear as metamorphoses of formalism, the visual manifestations of a static conception of history. 62 However, the emphasis on identity has not contributed to Greek design's acquisition of a distinct character or a more powerful image internationally. The ideology of Greekness has primarily served purposes of ' internal consumption ' ; in other words, it has had a positive psychological effect on Greek people by generating feelings of pride for their culture and softening their insecurity. At the same time though, it has not provided any motivation for improvement as it has made Greek people rest on their ideological laurels, which are in fact fi gments of their imagination and bear little relation to current reality. 63 On the other hand, examination of the contemporary design scene in Greece reveals a major trend in a radically different direction than the ' nationalist ' approach identifi ed in this paper. This other trend is characterized by a total break with any local visual, ideological or other traditions and by attempts to engage with an international, or even supranational design mentality. 64 Nonetheless, design trends are expressed mainly on a stylistic level and the local design discourse remains under developed, at the expense of a range of complex, long-standing and unresolved issues in this domain, such as production infrastructure, design education and design management, to name but a few. 65 It therefore comes as no surprise that nowadays Greek design remains non-competitive and holds a negligible place in the international market.
Questioning national design histories
As Burke notes, the playwright Brian Friel once observed that what shapes the present and the future is not so much the past itself as ' images of the past embodied in language ' . 66 I have provided examples of the design discourse in Greece, where powerful images of an idealized past are reproduced and solidifi ed through language. As I have also tried to show through the pictures accompanying this text, images of the past embodied in two-dimensional or threedimensional design can be equally powerful, despite or because of the fact that, as Williamson notes, ideology embedded in form is the hardest to see. 67 The practice and representation of design in Greece throughout the twentieth century have therefore underpinned the perpetuation of a certain idea of the past. The development of design in Greece, in both its verbal and material manifestations, demonstrates an obsession with an imagined and socially constructed ' Greekness ' . The survival of this ideology of national identity into the twentieth-fi rst century indicates its continuing hold over Greek people. The persistence of national identity myths and their design materializations reveals that such ideas have a very solid grounding in Greek mentality, primarily because they express the continuing insecurity of the state and people within the European and world balance of powers. The construction of national identity, endowed with a layer of superiority stemming from ancient glories, provides a balancing element to the instability and insecurity of the present. Though by no means the only strategy followed by Greek designers today, the continuing preoccupation with a formalist conception of national identity remains valid and enjoys a high level of acceptability by the consuming public. 68 I argue in particular that the long-term obsession with the expression of national identity has restricted many design endeavours within the realm of formalism and has led to intellectual stagnation and practical deadlock. By relegating issues of design, production and consumption to the sphere of formalism, the nationalist approach to Greek design has diverted designers and public alike from facing and resolving on a pragmatic level the pressing design problems of everyday life. This formalist approach may have been psychologically useful in certain periods of modern Greek history, as it has instilled a certain sense of pride and value to locals. Judging from the perspective of the fast-changing global environment of the twentieth-fi rst century, however, the overall balance is questionable. 69 As historian Mazower argues, ' Nationstates construct their own image of the past to shore up their ambitions for the future.
[ … ] But today the old delusions of grandeur are being replaced by a more sober sense of what individual countries can achieve alone. As small states integrate themselves in a wider world, [ … ] the stringently patrolled and narrow-minded conception of history which they once nurtured and which gave them a kind of justifi cation starts to look less plausible and less necessary. Other futures may require other pasts. ' 70 It should be fi nally stressed that nationalist attitudes towards design are not limited to the Greek case. The study of design history internationally reveals that nation-based categorizations and distinctions are very widespread. 71 Of course design as a profession was conceived and developed within a world of nationstates and it is perhaps reasonable to study design following national classifi cations. But, on the other hand, it has been argued that such distinctions may have lead to unwise categorizations and stereotyping, which undermines the historical understanding of design processes. 72 New design is regularly expected to conform to preconceived ideas of acceptability along national lines or national design ' schools ' . This leads to the wider question whether design is perhaps entrapped by the dictates of national identity. 73 This article has been critical of nationalist ideas by focusing on design in Greece, but perhaps this criticism could move one step further into the international design arena. Does the study of design along national lines obscure the complex and multifaceted interactions of design-related historical phenomena? Given the continuous, worldwide, transnational fl ow and exchange of people, objects and ideas during design's history, is there any point in categorizing design along national lines, other than perpetuating the acceptability and dominance of notions of nationhood? Is it possible for design to be thought of and dealt with outside nationalist ideologies? Last but not least, might this be the case where the present article is itself excessively guided by the idea of a ' national ' , i.e. Greek design output? In this vein, I would agree with Billig, who observes that concepts that an analyst might use to describe causal factors may themselves be historical constructs of nationalism. The idea of ' national ' design is one of these concepts, founding discussions of local design on the basis of nationhood assumptions. Distancing oneself from such assumptions is not an easy task. ' Because nationalism has deeply affected contemporary ways of thinking, it is not easily studied. One cannot step outside the world of nations, nor rid oneself of the assumptions and common-sense habits which come from living within that world. Analysts must expect to be affected by what should be the object of their study. ' 74 For this reason, ' we must distance ourselves from ourselves and from that which we accept as obvious or " natural " [ … ] we have to attempt to stand back from our common-sense assumptions [ … ] ' , from our ' disciplinary common sense ' . 75 I would therefore argue that a reconsideration of design in relation to the idea of the nation might prove very fruitful for the future of design history and of design itself.
Epilogue
In this article, I have tried to trace the design metamorphoses of Greek national identity, in both its verbal and material expressions. The chronological span of the study is rather wide and the emphasis on different periods has perhaps been uneven. It has also been necessary, for practical reasons, to have recourse to verbal formulations that might appear too dense, especially to a non-Greek readership. Nonetheless, I believe that the main argument emerges clearly out of the plethora of information and could be repeated, in conclusion, as follows. Greek design, since the nineteenth century and into the twenty-fi rst, has been obsessively preoccupied with the issue of national identity, or Greekness, an ideological construction originating from a nexus of economic, social and cultural factors. As numerous examples illustrate, the emphasis on Greekness as a guiding principle for design has repeatedly led to formalist solutions, which have contributed to a state of stagnation in the local design scene.
The case of Greek design triggers further thoughts on the role of nationalism in the development of design and design history internationally. Categorizing design along national divisions is a widespread practice which generates stereotypical conceptions of design in different social and cultural settings. Having the Greek case as its starting point, this article questions the validity of such categorizations, which affect both design history and practice. The incessant movement of ideas, images and objects all over the world, in the past but especially in the present times of global communications, suggests that nation-based discourse on design is highly restrictive and obscures the complex, multifaceted and dynamic processes involving design activities and designed objects. 
